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1 Originated in Okinawa (Japan). 






















































3 The term dojo primarily refers to a training place for martial arts such as aikido, judo or 
karate. In Japanese, any physical training facility may be called dojo. 




























5 As will be discussed in Chapter 2, lack of technical proficiency is one of the obstacles 


























6 This is not only similar to my sensation in karate competitions of an increase in body 
size, but also seems to have an association with how others perceive this experience of 
presence-of-mind. For instance, Dymphna Callery (2001) describes in her book Through the 
Body: A Practical Guide to Physical Theatre how “some actors simply appear bigger than their 


























7 I am aware that the words ‘dervish’ and ‘Sufi’ are laden with connotations and 
implications. It would be beyond the scope of this research to delve into those meanings. 
Therefore, for the purpose of this research, whirling dervish dance is understood as the 
practice in which the dancer turns around on his or her own longitudinal axis for sustained 
periods of time, varying from a few minutes to more than one hour. In this context, whirling 



















































8 In the introductory chapter I will expand further on this idea of contemporary dance as a 
ritualistic environment, exploring how from the point of view of Genetic Structuralism, ritual 























9 Unstructured qualitative data collection includes group discussions, personal 
communication and participation/observations, where I gather in-depth information from a 
usually not pre-planned agenda, but angled towards the interests of the research at hand. 
10 Workshops and classes were implemented at a range of recognised vocational 
schools including, Trinity Laban Conservatoire of Music & Dance, Universidad Europea de 
Madrid and Beijing Dance Academy. But, mainly at London Contemporary Dance School 
(LCDS) where I was a full-time lecturer between September 2008 to March 2012. This research 
has been carried out with individuals whose main background is dance. Thus, to avoid 
confusion, this chapter refers to the inquiry participants as dancers, without discerning whether 



























11 For the purpose of this research, ‘creative process’ will refer to the devising of new 
dance material, while ‘creation process’ will refer to the development of the practice that aims 













No	 methodological	 approach	 to	 experience	 is	 neutral,	 it	
inevitably	 introduces	 an	 interpretative	 framework	 into	 its	
gathering	of	phenomenal	data.	To	 the	extent	 that	 this	 is	 so,	 the	
hermeneutical	 dimension	 of	 the	 process	 is	 inescapable:	 every	
examination	 is	 an	 interpretation,	 and	 all	 interpretation	 reveals	
and	hides	away	at	the	same	time.	But	it	does	not	follow	from	this	
that	 a	 disciplined	 approach	 to	 experience	 creates	 nothing	 but	







































12 At the moment of writing this thesis, I am in negotiations with Acosta Danza to re-stage 























13 This is due to the proliferation of documentation (and ways of documenting) that new 
technologies have allowed over last three decades. As a general indicator, in 2012, 13,873 
students of dance, drama and music were accepted into higher education institutions in the UK 
alone (UCAS, 2013). Consequently, and drawing only on the material generated within higher 
education institutions, the number of essays, dissertations and theses solely dedicated to the 
performing arts has exponentially increased in the last three decades. Additionally, the 
expansion of the Internet, and in particular video streaming, has further facilitated an explosion 
of archiving and self-documentation without historical precedent. 
14 E.g. Gruzelier (2010) 
15 E.g. Buckingham (2005) 
16 E.g. McKim (2007) 
17 E.g. Hay (1994) 




















































19 On the other hand, in the realm of cognitive sciences, human experiences are labelled 
as ‘states of consciousness’, in order to comprise the holistic experience. However, this term is 





A	 dynamic	 state	 -	 the	 holistic	 sensation	 that	 people	 feel	 when	
they	act	with	total	involvement	…	he	experiences	[the	action]	as	a	
unified	flowing	from	one	movement	to	the	next,	in	which	he	is	in	
control	 of	 his	 actions,	 and	 in	 which	 there	 is	 little	 distinction	


















20 The first publication reporting studies of the ‘flow experience’ was an article in the 
Journal of Humanistic Psychology, which was followed by the book Beyond Boredom and 
Anxiety by Csikszentmihalyi, both in 1975 (Csikszentmihalyi, M. & Csikszentmihalyi, I., 1988, p. 
3). 
21 These two methods are Biofeedback and Interpretive Phenomenological Analysis 
(IPA). Appendix A describes these two different methods of studying the individual state of 
mind, and offers a detailed account of how I used them in this research.21 In this appendix, I 
relate why, due to technical difficulties, I failed at using biofeedback to measure the state of 
mind in performance, but more importantly concluded that for the purpose of the artistic work 
intended, the use of external assessors was not appropriate. Therefore, the training 




























22 Italics added for emphasis. 















STAGE	 SPIRITUAL	STATE	 TERM	 SELF	CONTROL	






























24 This descriptions of aḥwāl have been constructed with the support of the literature 
available and personal communication with Shomik Mukherjee. 
25 Which induces in the practitioner fear or joy. 
26 Where the individual is not conscious of his own acts but can see God’s bounties 
toward him. 
27 A trance-like state which physically is characterised by various and unexpected 
movements, agitation, and all types of dancing. 
28 Characterised by what the Encyclopædia Britannica (2001) describes as “the removal 
of nervousness, together with the persistence of awe. The Sufi becomes calm, contented, and 
reassured, but the overwhelming sense of the divine presence fills his heart with the kind of 


























29 Italics added for emphasis. 
30 This research makes use of different religions and how they describe altered states of 
mind because, according to biogenetic structuralism, spiritual and religious practices is 
genetically engrained in our codes, therefore I consider that all those descriptions are different 



























31 The same applies to the electromagnetic spectrum, which spans from radio waves to 
gamma rays. Between both ends of the spectrum, there is a very small and clearly delineated 
range that humans can perceive. We speak of blue, red, white and black, but these are only 






















































33 From Latin experientia "a trial, proof, experiment; knowledge gained by repeated trials" 
(The Sciolist, 1989). 
34 Benedetti has researched and published a comprehensive analysis of Stanislavski’s 























35 In particular, he responded to Heinrich Hoffmann, whose work at that time focused on 
Wilhelm Wundt’s descriptive psychology. 
36 Vivencia is a word that incorporates the process of living and the lived experience in 
one. In Spanish, the verb vivir (to live) becomes vivencia in its nominative form. Grammatically 
there is no difference between vivir and ‘to live’. In contrast, ‘lived’ is an adjective while vivencia 

























37 Regarding the use of the term 'vivencia', it will mostly appear without the determiner 
‘a’. However, when referring to a particular experience of it, as opposed to the concept of it, it 
will appear as “a vivencia”. 



















‘twice-behaved	 behaviour’,	 -	 ‘restored	 behaviour’	 –	 either	
rehearsed,	 previously	 known,	 learned	 by	 osmosis	 since	 early	





39 According to Chalmers (1996), consciousness comprises ‘qualia’ instead of 
knowledge. The individual’s conscious experiences are called ‘quales’. A tooth pain is a quale, 
one’s vision of red is a quale, etc. Chalmers poses that knowledge or understanding cannot 
substitute one’s individual experience of what it is like, for example, to feel the heat of the sun 
on one’s skin. For the purposes of this research, I consider that when an individual acquires a 
new quale, or experiences an old quale once again, he/she gains knowledge about him/herself. 
Following Chalmers’ reasoning, what it is like to be oneself can really only be understood 
through one’s consciousness. Therefore this thesis will continue using the term ‘knowledge’ to 
indicate a result of reflecting upon one’s experiences. 
40 For instance, when the performance of a car, or the performance of an athlete is 






























41 However, for the purpose of this research and for simplicity of language, both forms: 






















42 Cognitive theory asserts that learning can happen unconsciously as well as 
consciously. Varela and Shear (1999) suggest: “The notion of consciousness itself is clearly 
meant primarily to designate the fact that the subject knows about, is informed about, or in 
other words is aware of, the phenomenon” (pp.3-4). As awareness in performance is one of the 
main themes of this research, I will only focus on conscious learning that is produced through 
real time reflexivity, including different forms of learning such as skill acquisition; sustained 
attention, awareness and reflection on the action; as well as the attention state directed to all 
the activity occurring at any given moment. All of these encompass what I call vivencia. 
43 Although it might seem a rather complicated journey through logical statements and 
philosophical theories to delineate the angle from which ‘performance’ is studied here, it is 
important to note that this research is not aligned with the esoteric, magical, New Age or 
ungrounded art-therapy literature that I have encountered. While I understand the existence of 
those texts and the communities that surround them, in my opinion this can hamper the 
understanding of such a powerful experience, and even provoke rejection from more reticent 


































.	 .	 .	 I	wanted	 to	 find	why	 to	dance.	The	 experience	with	 cancer	
shifted	 the	 question.	 I	 wanted	 to	 find	 why	 to	 live,	 what	 is	 the	
meaning	of	life	and	being	alive	.	.	.	I	found	how	to	use	my	art	to	
live	my	 life.	 The	 use	 of	 the	word	 ritual	 allows	me	 to	 use	 art	 to	
make	changes,	to	have	a	purpose,	dance	for	rain,	dance	for	being	
successful.	When	dance	has	a	purpose,	it	became	so	much	more	



































Respect your elders and 
predecessors. Treat us with 
tenderness, and then, when the 
time comes, kill us ritualistically. 
(Gómez Peña & Sifuentes, 



















































We	 could	 describe	 it	 as	 a	 white	 cloud	 always	 changing,	
disappearing,	appearing	and	flowing,	as	it	needs…	It’s	a	structure	
through	 which	 we	 realize	 our	 practical	 philosophy	 in	 order	 to	
further	expand	and	discover	our	artistic	capacities	and	desires	to	








all	 theatrical	 performance	 starts	 from	 the	 assumption	 that	 a	
performer	 is	 using	 her	 body	 to	 represent	 a	 virtual	 body.	 The	
actor’s	 creation	 of	 a	 virtual	 body	 transforms	 an	 actual	 place	
demarcated	 as	 a	 playing	 space	 into	 a	 virtual	 place.	 Real	 time	 is	
transformed	 into	 virtual	 time	 for	 the	 duration	 of	 the	
performance.	 For	 the	 actor,	 the	 central	 paradox	 of	 acting	 is	













46 I also acknowledge the existence of other genres such as dance-theatre 
(Tanztheater), circus art, etc. However, I will not delve into the differences or concentrate on 






























Although	a	 series	of	 exercises	were	elaborated,	he	did	not	 leave	
actor	manuals	behind.	His	approach,	and	his	writing	about	this,	
provides	 us	more	with	 examples	 of	 how	his	 research	might	 be/	
had	 been/was	 being	 put	 into	 action.	 I	 consider	 Grotowski’s	
writing	more	 philosophical	manifesto	 than	methodology,	whilst	
Cynkutis’s	book,	published	only	recently,	provides	closer	 insight	























of	 a	 synthesis	 of	 different	 ritual	 forms	 coming	 from	 different	
places.	When	I	refer	to	ritual,	I	speak	of	its	objectivity,	this	means	
that	 the	elements	of	 the	Action	are	 the	 instruments	 to	work	on	
the	body,	the	heart	and	the	head	of	the	doers.	(p.	121)	
																																								 								
47 The appropriate way to refer to his legacy would be something along the lines of: 
‘Grotowski-influenced training’, or ‘Grotowski-based exercises’. However, for the continuity of 










the	 body	 becomes	 obedient	 without	 knowing	 that	 it	 should	 be	
obedient.	 It	 becomes	 a	 channel	 open	 to	 the	 energies,	 and	 finds	
the	conjunction	between	the	rigor	of	elements	and	the	flow	of	life	







The	 actor	 must	 discover	 those	 resistances	 and	 obstacles	 which	




the	 exercises,	 a	 solution	 must	 be	 found	 for	 the	 elimination	 of	
these	obstacles	which	vary	for	each	individual	actor.	This	is	what	

































48 For a more detailed account of the individual exercises employed in Grotowski’s 
training, Zbigniew Cynkutis has recently published a book entitled: Acting with 
Grotowski: Theatre as a Field for Experiencing Life, in which Cynkutis captures his own first-
person experience of Grotowski’s training method. 
49 Here, transcendental refers to a ‘beyond the ordinary or common experience’, not a 






If	 I	 am	 walking	 towards	 the	 door,	 it	 is	 not	 an	 action	 but	 a	
movement.	But	if	I	am	walking	toward	the	door	to	contest	 ‘your	
stupid	 questions’,	 to	 threaten	 you	 that	 I	 will	 break	 up	 the	

















































50 The use of ensemble work in dance-related training is one of the most unique 
concepts that differentiate Towards Vivencia from other training methods. This will be further 




















51 Prior to Laban’s Eukinetics there are other examples such as Nikolai Foregger’s 
physical training system. However, his legacy is not as relevant for this research. 
52 The pinnacle of this emancipation is probably represented by Merce Cunningham, who 
worked to respond to the excessive theatricality of dance pioneers such as Mary Wigman, Kurt 
Jooss and Martha Graham. Cunningham explored the non-representational in dance that is 
‘performed for the sake of satisfaction in the movement’ (Fraleigh, 1987, p. 111). 
53 In a series of videos by Megan Reisel (2001), Forsythe states that his technique, 
understood as how to organise movement in the space, has been inspired by Laban’s theories. 
“Forsythe expands on Laban’s notion of writing by producing a set of choreographic exercises 
that show bodily movements that are less balletic and less choreutic” (Salazar, 2015, p. 63). 
While Laban fixes the relationship between the dancer and a geometrical form, such as a cube 
and the movement is generated within and around those objects, Forsythe is continuously 
changing the position from where the movement originates. The main difference between 
Laban and Forsythe’s techniques, is that Laban is interested in finding the laws that facilitate 
harmonic, systematic and architectonical proportions to the movement and the body as a 
whole, while Forsythe is interested in using the same system in order to create movement, 
















I	 give	 the	 dancers	 my	 thoughts	 and	 not	 the	 results	 of	 them.	 I	
don't	tell	anyone	what	to	do.	I	just	tell	them	how	they	should	do	











54 This CD-ROM contains 60 video chapters in which Forsythe himself executes and 
explains the fundamental principles of his movement language. This compilation of videos is 
possibly one of the most comprehensive and technologically complex, but still accessible, 



























55 The website http://synchronousobjects.osu.edu designed by Maria Palazzi, Norah 
Zuniga Shaw and Forsythe himself, unfolds the organisational structures found in Forsythe’s 

























56 Erwin Jans (1999), in the introduction of a publication dedicated to Vandekeybus, 
describes the development of the Belgium performing arts scene in this way: 
Jan Fabre, Jan Decorte, Jan Lauwers with the Epigonen theatre and later the 
Needcompany, among others, each developed their own strongly visual theatre language. The 
overlapping of genres and interdisciplinarity were two central ideas of the new aesthetics 
developed at the beginning of the eighties which sought to link up with the international theatre 
avant-garde. Also (and especially) in the field of dance, Flanders awoke violently from a long 
hibernation…. Just a few years later, with Anne Teresa de Keersmaeker, Jan Fabre and 
Vandekeybus, Flanders had taken its place among them at the avant-garde top. With reference 
to What the Body Does Not Remember, a Dutch dance journalist wrote in 1987 of 
Vandekeybus: ‘He obviously belongs to the new bunch of theatre-makers . . . who have made 

























57 Vandekeybus is one of the most prominent examples of a choreographer/ director 
whose training or movement vocabulary is embedded in the creation process rather than being 
codified. 
58 Many ex-Ultima Vez performers are now prominent names in the dance world, 
including Carmelo Fernandez and Juan Benitez, co-founders of the company El Ojo de la 
Faraona; Rasmus Ölme, head of dance of The Danish National School of Performing Arts; 
Hans Van den Broeck, artistic director of CIE SOIT; and RootlessRoot led by Linda Kapetanea 


















































59 Paxton’s experiment Magnesium, that constituted the foundation of CI, took place at 
Oberlin College, Ohio, in January 1972. It entailed 12 men colliding, falling and jumping. 
Building on research for a solo he had created prior to Magnesium, Paxton became interested 
in finding safe ways of reaching the floor with high momentum and of colliding with other 
bodies, thus exposing them ‘safely’ to great danger (2008). Ultimately, as he notes, their 
question of “how to survive what [they] were trying to do ended up being Contact Improvisation” 
(2008). 
60 Steve Paxton is one of the founders of the dance collective Judson Dance Theatre 


























61 Their work has often been compared to that of Vandekeybus, but it is important to note 
that Kapetanea and Frucek were already formidable performers, highly athletic and virtuosic, 
when they became part of Ultima Vez, rather than becoming exceptional athletes and virtuosic 
performers during their three years with the company. 
62 Kali is a Filipino martial arts discipline in which the weapons used are two baton sticks, 
























































An actor requires methods 
which will produce a believable 
‘human’ performance every 
single night, irrespective of what 
the actor is actually feeling. 



















63 Towards Vivencia is aimed to individuals whose main background is dance. 
Throughout the next three chapters I discuss how the more skilful these dancers are the more 
effective the training. However, to avoid confusion, this chapter refers to the inquiry participants 






















































64 This terminology is directly borrowed from sports training methodology, where a macro 
cycle can be a prolonged period of time of several months; a meso cycle is a sub-cycle of the 
macro cycle and is normally of 2-6 weeks in duration; and a micro cycle is a sub-cycle of the 

























65 Towards Vivencia is based on the individual and his/her unique experience, and 
therefore the testimonies recorded and the tendencies exposed in this chapter are intended as 
a framework that might guide future trainees in their own experiences, and not as a statistical 
validation of the methodology. 
66 From trial and error, testing and evolving initial ideas, these tasks are the product of 
adapting some of the practices I borrowed from other disciplines or artists, or originally created 

























67 I personally experienced the same introduction to a workshop held by Fabulous Beast 
director Michael Keegan-Dolan, 11-13th March 2011. 
68 Which I see as a fundamental characteristic of the ritualisation process and related to 
the notion of executing a kata described in the Preface. 
69 In the section “Games Are Serious Things”, in Chapter 3, I explicate how rituals 





















































70 As a former lecturer at LCDS and guest lecturer in other international higher education 
institutions, I am familiar with the components of a dancer’s training in professional educational 
institutions; therefore, Towards Vivencia builds on this knowledge. 
71 These may include stage combat, voice, acrobatics, martial arts, somatic therapies, 




















































73 It is beyond the scope of this thesis to discuss the artistic motivations behind this 
choice of working with an installation made out of bamboo poles; nor it is directly related to my 
research towards constructing a training methodology to locate, replicate and enhance 
vivencia. 
74 The more mature and experienced the performer is, the more autonomy they will have 
to make this decision. 
75 For instance, as a dancer for Candoco Dance Company (2007–2008) I had to learn a 
few sentences in sign language for a piece by Arthur Pita (Pita, 2007), and in a work by Rafael 
Bonachela I had to learn how to manoeuvre a wheelchair (Bonachela, 2007). Part of the 











																																								 																																								 																																								 																		
language interpreters and from dancers with disabilities, but then it was my responsibility to 





































- establish a personal way to assess performance 
- find coherence within his/her actions in performance 
- render a peak experience. 
However, I would like to stress that ritualisation is not the only valid 
methodology to assist a performer in their professional duties. So far, I have not 
encountered a performer who has rejected this methodology as a valid tool for 
their work. However, whatever the case may be regarding this particular 
methodology,  I would hold that each individual performer is ultimately responsible 
for their own performance, and therefore capable of devising unique and 
personalised methodologies to assist performance. 
 
Ritualisation as act 
If I were to stop here, I would be stuck in the position of one who talks around 
the topic of ritualising and performing without ever tackling it as concrete praxis. 
Therefore, now that the grounds of performance, ritual and ritualisation have been 
established, it is time to describe the methodology developed in my practice-based 
research. This methodology follows the phenomenological aspect of performance 
and aims to ritualise actions for performers in order to be able to present vivencia 
at will. 
This methodology is divided into three chronological stages: 
entering/devising performance, during performance, and exiting performance. 
Each stage has three different sections (Fig. 1).   
! Ritualisation* !
   
Entering/devising!performance! During!performance! Exiting!performance!
   
Acquiring necessary skills (specific physical training)    Games are serious things    Cooling down 
Collateral training. The performer within a wider reality    Multitasking    Heuristic enquiry 












































76 As the session guide, once the question has been posed, I keep myself on the 
periphery of the group. If I am leading the session with an assistant, he/she is briefed not to 
add information at this stage of the process. In that way all these parameters and explanations 
come solely from the dancers’ experimentation with the bottles. My only contribution is to 
encourage the group to offer more answers and finally to make sure that everyone understands 
and agrees with those principles. 
77 Appendix E outlines, quoting conventions for all works. In this case Interviews (E1, 
2012), (E2, 2013) and (E7, 2013). 
22 
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78 I am not suggesting here that every new work must have a thematic base in the 
quotidian or follow a didactic art-making process that speaks directly to social issues. I am 
merely proposing that part of the ritualisation process will include immersion in a specific 
contemporaneity in addition to immersion in the subjects related to the new work. As 
Stanislavski suggest to his actors: “Read voraciously (newspapers, novels, anything in print), 
visit museums, concerts and art exhibits. In short develop your experience of the world and 




























79 Similarly, Matthews notes Julia Whitworth’s descriptions of the training developed by 
Suzuki’s company: “Suzuki’s notion of ‘personal metamorphosis [has] to do with the 
























																																								 																																								 																																								 																		
(Matthews, 2011, p. 121). He continues: “Whitworth explains how the collectivity of the exercise 
and the relationship between the group and the individual enable the individual participant to 
accomplish things that they simply could not accomplish alone” (ibid.). 
80 Extensive literature is dedicated to group dynamics. See Berne (1968), Forsyth (2010) 
and O'Connell and Cuthbertson (2009). 
81 Examples of cohabitation residencies for artistic purposes include Roy Hart, Centre 
Artistique International, in France; Proyecto Pencca in Spain; and many residency training and 




in	 1976,	 we	 were	 explicitly	 forbidden	 to	 bring	 newspapers	 or	
radios	 or	 any	 intellectual	 stimulus	 that	would	 remind	us	 of	 the	
outside	 world.	 For	 the	 duration	 of	 the	 project	 we	 lived	
communally,	 if	 autonomously,	 feeding	 ourselves	 when	 hungry	
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82 When the group is consistent and has been working together for a considerable 
amount of time, the dancers have brought texts that they selected to be read. 
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83 For further examination of the relationship between ordinariness, ritual and the sacred, 
Grimes suggests the texts Ordinarily Sacred (Sexson, 1982), and Marrying & Burying: Rites of 
Passage in a Man’s Life (Grimes, 1995). 
84 The same notion is expressed in Tibetan Buddhism by the concept of the Two Truths, 
in which ultimate truths are only accessible through the lens of ordinary truths, i.e., everyday 
realities (Cowherds, 2011). 























86 No matter how previously rehearsed these actions are or not. 
87 Italics added for emphasis. 
88 To illustrate the difference, I will describe a rehearsal for a new theatre production 
included in the book Rite out of Place: Ritual, Media, and the Arts. Grimes (2006) talks about a 
very successful rehearsal in which Jeff (the lead actor in this new play) improvised a scene. 
Through movement and sound he re-created the powerful stance of a polar bear. Everyone 
suspected that this polar bear was so fantastical and yet real because Jeff created a unique 
moment through his acting (Grimes, 2006, p. 96). Following previous reasoning, the danger for 
Jeff in performance would be to attempt a re-production of such a powerful moment in 
subsequent occasions. If Jeff were to try to imitate the polar bear that resulted from that 
rehearsal, he would be only re-presenting that rehearsal. More precisely, he would be 
presenting the memory of his improvisation. In contrast, if Jeff developed his evocation of that 
polar bear through conscious methodology, he would be able to present a polar bear every 
night in performance instead of a memory of it. This is particularly relevant to those performers 



























































89 This will be further expanded in the next Chapter, subsection “The doer”. 
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To surrender to the flow of the 
action is the ritual process. 




























Play	 is	 older	 than	 culture,	 for	 culture,	 however	 inadequately	



















91 This concept of play as a gateway to another reality echoes the notion of the Axis 
Mundi. 
92 Using the word intentionally I want to stress the idea that vivencia and therefore the 
training that leads to it has to be consciously accepted and executed by the performer. 
93 Evans, in his article “The Influence of Sports on Jacques Lecoq’s Actor Training” 
(2012), reports that Lecoq might have been influenced by the post-Second World War 








environment	 in	 a	 manner	 that	 is	 efficient	 and	 that	 brings	 the	




















94 A discussion of the difference between games and sports is beyond the scope of this 
research. Thus, for the purposes of this research, and following Suits’ theories on sports and 
games (2005), it will be assumed that sports and games have a similar effect upon those 
involved in them, and also that those who participate in sports or games approach them 
similarly. 
























Games	 and	 the	 enjoyment	 of	 the	 tasks	 Jorge	 was	 using	 as	 a	





96 To clarify, and honouring the title of this phase, the enjoyment of the game does not 
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98 Given the settings and mechanisms of this research, subjective games in which the 
player is not aware that he is part of the game are not considered. The players’ behaviour 
within those pervasive games is documented in Halpern & Leandro (2012). 
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99 This can also be reinforced through collateral training. 







live	problem	solving	exercise	 .	 .	 .	This	 is	Sudoku	brought	 to	 life	
but	 with	 no	 margin	 for	 error	 and	 with	 a	 pinball	 like	 focus.	
Described	 in	 the	 programme	 notes	 as	 a	 dance-sport,	 the	 piece	



















101 In their book The Multitasking Mind, Salvucci and Taatgen cite a study carried out at 
an information technology company. This study examined the average continuous, 
uninterrupted amount of time spent on a variety of common office tasks: talking on the phone, 
managing email, reading paper documents, interaction with colleagues, and so on. The result 
of this study was that, except for formal meetings, employees spent an average of only 3 





















































102 Improvisation might facilitate awareness via different means. For instance, when 
speaking about CI, it can be considered that when improvising under the motto ‘dance what 
you want’ it is easier to be creative. However, Kaltenbrunner (2004) argues that in CI “it is 
mostly not the case. We are hesitant, restricted to habitual movement patterns or simply resort 
to showmanship . . . Teaching experience shows that freedom, new discoveries and distinct 



























103 Over the last decade we have seen a proliferation of texts, courses and teachings 
from gurus on the subject of mindfulness. It is beyond the scope of this thesis to explore the 
topic in depth here. The term is used throughout to refer to awareness in action; the human 
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“What	will	 happen	when	 the	 dancers	 get	 used	 to	 the	 final	 layers	
and	the	actions	become	more	and	more	automatic?”	
At	that	time,	my	assistant	answered:	




























104 Roubicek states that teachers in a dance context are often placed in the role of 
‘arbitrator’. Roubicek also poses that this may in turn lead to a dancer’s dependency upon 
these ‘arbitrators’ to affirm their performance as successful, and in turn disenables the dancer’s 
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105 See introductory chapter for the viewpoint this research has taken regarding the 
concept of audience. 
111 
 
In	 the	 suicide	 scene,	Drona	 took	off	his	outer	garments,	 and	 then	
poured	 a	 large	 jar	 of	 blood-red	 water	 over	 his	 head,	 as	 a	 kind	 of	
purification.	The	 liquid	ran	down	his	entire	body	and	then	soaked	
into	the	earth.	The	audience	felt	the	grief,	 love,	and	despair	of	the	
father	 very	 strongly.	 But	 for	 myself,	 I	 didn’t	 think,	 ‘What	 should	
appear	in	this	moment?’	or	‘What	psychological	state	should	I	use?’	
As	the	scene	started,	Toshi	Tsuchitori	(the	Japanese	musician	who	
was	 involved	 in	 the	production)	began	a	 steady	drum	beat.	 I	used	
this	 as	 my	 focus,	 and	 simply	 concentrated	 on	 relating	 my	
movements	to	the	beat	of	the	drum.	For	me,	there	was	nothing	else.	
Only	 the	 link	 between	 the	 sound	 and	 the	 actions	 of	my	body.	Of	
course,	.	.	.	I	remembered	the	nature	of	the	situation.	It	was	a	bleak	
moment,	 not	 a	 cheerful	 one,	 so	 I	 retained	 awareness	 of	 the	 sad	
quality	 of	 the	 scene.	 I	 didn’t	 play	 ‘the	 sadness’.	 It	 was	 simply	
acknowledged	 as	 being	 present.	 For	me	 the	work	was	 to	 create	 a	
relationship	with	the	drum.	
On	 reflection,	 I	 suspect	 that	 this	 moment	 worked	 because	 I	 had	
been	so	firmly	concentrated	on	one	single	thing.	As	a	consequence,	
there	 was	 a	 lot	 of	 space	 ‘inside’	 me.	 Space	 which	 allowed	 the	


















106 This notion of acting without the use of imagery is in direct contrast to what 
Stanislavski demands from his actors. In his own words: to treat fictional circumstances as if 
real, to visualise the details of a character’s world specifically, and to daydream or fantasise 








































































107 This exercise appeals to the reference that Watts (1989) made to Zen Buddhism: 
““Zen does not confuse spirituality with thinking about God while one is peeling potatoes. Zen 
spirituality is just to peel the potatoes” (p. 2). 
108 This is the playful component. 
109 Notes collected in Personal Journal after teaching performance studies at London 
Contemporary Dance School in 2008, 2009, and 2011. 
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I am I and my circumstance 











physical	 and	 chemical	 transformation	 of	 ingredients	 that	 occur	






























































110 This statement is based on my experience as professional dancer, teacher and 
choreographer, and includes company class before rehearsals and performances for 
companies such as Rambert Dance Company, Akram Khan Company and Punchdrunk, to 


























111 Social interactions, such as joining other dancers for a post-performance drink or 
dinner would sometimes help me to ‘unwind’. At other times, this was not enough, and I could 
exist in a state of unease for some hours, days, or even weeks. Later, as a teacher and 
choreographer, I became concerned as I encountered a relatively high number of performers 
who used drugs to deal with performance-related stress, or, even more worryingly, were 



















When	 they	had	 finished	 the	 scene,	 I	 asked	 them	 to	 take	 a	 long	
time	 ‘warming	down.’	 .	 .	 .	 ‘Then	 take	 some	more	 time	 to	put	 it	
away,	 to	 let	 it	 go,	 to	 physically	 shake	 it	 out	 and	 return	 to	 your	
own	body.’	
When	they	are	ready,	I	ask,	‘Well,	how	was	that?’	
The	 two	of	 them	say	nothing.	They	 just	 turn	 to	 each	other	 and	
hug.	
‘Yes,’	I	say,	‘after	that	scene	you	many	need	to	make	some	human	
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113 Borrowing this term does not mean that I have employed heuristic methodologies 
throughout the course of this investigation. The research methodology followed to develop 
Towards Vivencia is explained in the introduction of this thesis. 
114 It is important to point out that because the form was originally created to fulfil funding 



















































115 Over the last seven years, my work has focused mainly on training dancers into 
ritualising performance. Further research would be necessary to explore how many of the 
dancers I have worked with carry on employing this methodology independently, and how they 
do it. My research is currently limited to reflection upon the goals imposed by myself and the 
actual construction of the training methodology Towards Vivencia. 
For a full list of the projects wherein I have applied this research methodology, see 
Appendix I. 
























117 During the devising process, I usually talk about the piece of work as a separate entity 
that needs to be taken care of, nurtured and protected by the performers. The piece is 
something more than the sum of the individual performances, but at the same time it cannot 
exist without each and every one of the performers involved. See Preface and my approach to 
kata. 
118 In this way, it is important to remember that the notion of performance used 




















































119 Lerman calls it Critical Response Process. The process has four steps: (1) Statement 
of meaning by the group; (2) Questions by the dancer for the group (3) Questions by the group 
for the dancer; and (4) Opinions. 
120 Due to space constraints, and to maintain coherence with the rest of the research, 
this thesis only focuses on the first-person experience. This thesis concentrates on the way to 
achieve the specific quality I term vivencia and it is not a manual as to how to coach vivencia. 
Devising a comprehensive guide towards recognising, from an outside point of view, when a 
performance (or performer) is on a successful path or not, and ways to assist them is beyond 
the scope of this research. 



























122 See Table: “Claim your role”. 
123 The corrections of the performance become part of the performance, making it as an 









































































































124 Italics added for emphasis. 
125 It is important to note that not only unfortunate incidents will alter the performer’s 



























126 My experience as lecturer and guest lecturer in higher education institutions around 
the world tells me that this practice is still widespread in current dancers’ training courses. 




you	 to	 understand	 better.	 And	 when	 you	 do	 the	 right	 kind	 of	

















































128 Note the statement from Lakoff and Johnson in the section “Phenomenological 
Experience” that “experience does not always come prior to conceptualization, because 
conceptualization is itself embodied” (1999, p. 139).  
129 Here I refer to healing in the sense meant by the psychoanalytic tradition. 
130 A learning process in terms of an Aristotelian notion of performance. See introductory 
chapter. 
131 With this ‘I do’, I refer to Grotowski’s ‘doer’. 
132 Introductory chapter. 
















































like	a	transition	 in	 itself,	but	a	merging	or	 incorporation	of	 the	two	
contexts,	 specifically	 in	 our	 conscious	 approach.	 Although	
performing	 was	 recognised	 as	 an	 act	 different	 to	 the	 act	 of	
rehearsing,	 it	was	 not	 perceived	 as	 a	 separate	 entity	 to	 the	 process	
and	contextualised	as	a	layering	of	various	aspects.	It	was	understood	
that	 the	 experience	 of	 the	 work	 itself	 should	 remain	 as	 it	 was	 in	
rehearsal,	however	extra	layers	were	added	such	as	audience,	 lights,	
and	costumes,	in	order	to	build	upon	and	enhance	the	experience	of	
the	 performer.	 We	 allow	 these	 things	 to	 inform	 us	 as	 opposed	 to	
influencing	 and	 directly	 affecting.	 (Thompson-Smith,	 2013,	 p.	 27)
																																								 								









































































































































































































































































































































































































































































































































































a	 life	 that	 is	 lived	 both	 innerly	 and	 in	 relationship	 with	 the	
outside	 world	 (in	 phenomenological	 terms:	 immanently	 and	
intentionally),	that	is,	a	life	related	to	itself	and	related	to	objects,	












135 Being aware of oneself and one’s surroundings is the simplest standard dictionary 
definition of consciousness. Damasio also defines consciousness as “the sense of the self and 
the transition from innocence and ignorance to knowingness and selfness [sic]” (1999, p. 4). 
There are other authors such as Steven Rose who propose that “awareness is the ability to 
direct attention selectively to specific aspects of the environment and to be able to manipulate 
these aspects cognitively . . . perhaps a precursor to consciousness, self-awareness may be a 















































136 For more information about and credits for this training, see ttp://www.presenccia.org/. 
137 Flow will be described and analysed in the following section.  
138 The study was implemented at the Royal College of Music, Trinity College of Music 
and Royal Academy of Dramatic Art, also in collaboration with Emma Redding and Rosemary 
Brandt, working with Laban Dance Centre students. 
139 On the basis of the PRESENCCIA project. 
140 These experts included Tony Steffert, Shama Rahman, and Laura Etienne. With a 
background in engineering and design, Steffert was a PhD Psychology student in 2009 at 
Goldsmiths College, University of London. He is an EEG specialist and trained in 
neurofeedback at the University Hospital, Groningen. Rahman, also an EEG specialist, was a 
PhD Psychology student at Goldsmiths College, University of London in 2009. Etienne is a 
former national karate champion, the only qualified Awakened Mind practitioner in the UK and 


























141 The peak state of mind associated with whirling dervish dance and other ritualistic 
practices is discussed in the introductory section of this thesis.  











































































































144 Varela and Shear also propose the need to find third person studies which can be 
linked to first-person description, in order to cultivate objective, empirically based 
methodologies to study subjective phenomena (1999, p. 2-3). This research concentrates on 
first-person methodologies, as they focus on phenomenal consciousness or qualia; in other 





















































145 For more information on the evolutionary and developmental approach of the 
relationship between brain and mind, see Rose (2005). 
146 Mind is here understood as the process which “encompasses both conscious and no 
conscious operations” (Damasio, 1999, p. 12). In addition to this, this research elaborates 
notions of the mind gleaned from the following authors: Lakoff and Johnson, 1999, p. 6; 

























147 Biogenetic structuralism is described as “a body of theory and research projects that 
integrates anthropology with the neurosciences, phenomenology and quantum physics. This 
interdisciplinary perspective attempts to account for the structure of consciousness and culture 
by reference to the neurobiology of cognition” (Laughlin, 2008). The three authors that have 
been the primary driving force of biogenetic structuralism are Charles Laughlin, Eugene 
d’Aquili, and John McManus. 












































































































































































































































































































































































































































































































s_in_fin. Studio num. 1. (5 participant/performers) 
Choreographic research led by Jorge Crecis and developed in conjunction 
with the Laban Student Union, January – March. 
Premiered at The Space, London, UK, 9 March  
	
Arenas. (2 performers) 
186 
 
Choreographic research led by Jorge Crecis and Athina Vahla, March – 
May 
Work in progress showing: GDA, London, UK, 22 May  
	
Performance studies. (10 participants) 
Module belonging to the second year of the BA at London Contemporary 
Dance School, London, UK, September – December. 
 
Re-opening event at Richmix. London, UK. (8 performers) 
9 October  
	
Workshop at Trinity Laban Conservatoire of Music & Dance, London, UK. 
(26 participants). 
9,10 December  
 
Bf. (2 performers) 
New creation. Choreographed by Jorge Crecis and Freddie Opoku-
Addaie 
Supported by Arts Council of England, Royal Opera House, Swindon 
Dance, East London Dance and The Place. 
Premiered at Swindon Dance, Swindon, UK, 21 November. 
	
2009	
Workshop at Dancentrum – KıpırKıpırDansPlatformu. (8 participants) 




Workshop at Trinity Laban Conservatoire of Music & Dance, London, UK. 
(32 participants) 
1, 2 June 
 
Performance studies. (12 participants) 
Module belonging to the second year of the BA at London Contemporary 
Dance School, London, UK. 
September – December 
 
HTAP. Studio n° 3. (2 performers) 
New Creation. Choreographed by Jorge Crecis  
Premiered at ‘Canarios dentro, canarios fuera’ festival, Tenerife, Spain 




Workshop at Goldsmiths University, London, UK. (4 participants) 
January – March 
 
Workshop at Kairos. Venice. Italy. (42 participants) 
27,28 February 
 
Workshop at Trinity Laban Conservatoire of Music & Dance, London, UK. 





I love you… not. (4 performers) 
New Creation. Commissioned by the Ballet Contemporáneo de Burgos. 
Choreographed by Jorge Crecis and Freddie Opoku-Addaie 
Premiered at Teatro Municipal de Burgos, Burgos, Spain, 15 July  
 
Workshop at Format 1 Ufa. Russia. (24 participants) 
25-27 October 
 
Workshop at Trinity Laban Conservatoire of Music & Dance, London, UK. 
(29 participants) 
6, 7 November 
 
What Happens between us. (10 performers) 
New Creation. Choreographed by Jorge Crecis  
Commissioned by London Contemporary Dance School. Premiered at 
Robin Howard Theatre, London, UK. 7 March. 
	
2011	
Trade Fair. (2 performers) 
New Creation. Choreographed by Jorge Crecis. Supported by Spanish 
Ministry of Culture, The Place and Let’s Dance Festival. Premiered. C’est pas 
de la danse. ♯2 festival. Grenoble France, 9 February 
 
36. (12 performers) 
New Creation. Commissioned by EDge. Choreographed by Jorge Crecis  




Performance studies. (6 participants) 
Module belonging to the choreography department at Real Conservatorio 
Profesional de Danza de Madrid, Madrid, Spain. (April – June) 
 




Tres. We don’t know what this piece is about yet. (3 performers) 
Choreographic research led by Jorge Crecis  
12- 29 August. 
Supported by Falmouth Research Centre, Falmouth, UK. 
Work in progress showing: Falmouth winter symposium 28 January 2012 
 
36. (12 performers) 
Re-creation for Exposure Festival. Royal Opera House. London, UK. 
Commissioned by EDge. Choreographed by Jorge Crecis  
23, 24 and 25th of February. 
 
 
Performance studies. (8 participants) 
Module belonging to the choreography department at Real Conservatorio 





Seminar at Universidad Europea de Madrid, Spain. (6 participants)  
April-May 
 
Workshop at De Montfort University, Leicester, UK. (9 participants) 
21-25 May 
 
Workshop at Independence Dance, London, UK. (19 participants) 
5 July 
 
Workshop at Artiria. Lefkada, Greece. (11 participants) 
30 July -3 August 
 




Aqui y Ahora. (8 performers) 
New Creation. Commissioned by Roger William University (USA). 
Choreographed by Jorge Crecis  
Premiered at the Roger Williams University spring festival 
 
Workshop at Centro Andaluz de Danza. Sevilla, Spain. (16 participants) 
8,9 November 
 





Labyrinth of Hawara. (9 performers) 
New Creation. Commissioned by Mapdance. Choreographed by Jorge 
Crecis  
Premiered at Roehampton University, London, UK, 13 February 
 
Thick and Grey. (1 performer) 
New Creation. Commissioned by Piedad Albarracin. Choreographed by 
Jorge Crecis. Premiered at Teatro Central de Murcia, Spain, 14 February 
 
aLL tHE nAMES. (11 performers) 
New Creation. Commissioned by London Contemporary Dance School. 
Choreographed by Jorge Crecis  
Premiered at Robin Howard Theatre, London, UK,21,22 March 
 
Through & Out. (3 performers) 
New Choreographic research. Choreographed by Jorge Crecis  
Work in progress showing: Swindon Dance, Swindon, UK, 6 March 
 
 
!"# !"’ !""=57bpm [it’s complicated]. (11 performers) 
New Creation. Commissioned by Intoto. Choreographed by Jorge Crecis  
Premiered at Artsdepot, London, UK, 9 May 
 





Workshop at Proda. Tromsø. Norway. (7 participants) 
3-5 April 
 
Trans la Valo. (10 performers) 
New Creation. Commissioned by Beijing NINE Contemporary Dance 
Theatre. Choreographed by Jorge Crecis. 
Premiered at The Rose Bud, Beijing China, 7-9 June. 
 
Workshop at Leshan Song & Dance Troupe. Leshan. China. (34 
participants) 
11, 12 June 
 








Workshop at Scottish Dance Theatre Outreach programme. Dundee, UK. 
(9 participants) 





I was going to tell you my story. (1 performer) 
New Creation. Commissioned by Benedikte Onarheim. Choreographed by 
Jorge Crecis  
Premiered at En Kvled, Oslo, Norway, 6-8 November 
	
2014	
Kingdom. (10 performers) 
New Creation. Commissioned by Scottish Dance Theatre. Choreographed 
by Jorge Crecis  
Premiered at Dundee Rep, Dundee, UK. 20-22 February 2014 
 
In addition to these events, I have trained a team of four dancers who 
were spreading the same methodology throughout Canada between 2012 and 
2014. See below for list of workshops: 
 
Nanaimo, British Columbia 
Saskatoon, Saskatchewan 
Regina, Saskatchewan 
Sydney, British Columbia 








Workshop at Goldsmiths postgraduate department. London, UK. (8 
participants) 
29 February – 2 March 
 
Whistleblower. (10 performers) 
194 
 
New Creation. Commissioned by Conservatorio profesional de Danza de 
Granada. Choreographed by Jorge Crecis  
Premiered at FEX, Granada, Spain. 26-25 June 2015 
 
Through & Out2 (1 Performer) 
First phase of creation process. Directed by Jorge Crecis  






























































































	 	 	 	 	 	 	 	 	 	 	
11.	How	well	were	the	topics	related	to	each	other?	
☹¨	1					¨2					¨	3					¨4				 	
	
12.	How	safe	did	you	feel	in	the	studio?	
☹¨	1					¨2					¨	3					¨4				 	
	
13.	can	you	summarise	the	most	challenging	aspects	of	the	process?	
	
	
199 
 
14.	What	would	you	have	change	in	the	process?	
	
	
15.	Are	you	happy	with	the	ending	result?	
☹¨	1					¨2					¨	3					¨4				 	
	
ABOUT	YOUR	OWN	EXPERIENCE	
16.	Could	you	describe	with	two/three	words	your	experience	before	doing	the	
combination,	during	the	combination	and	after	the	combination	:	
Before:	
	
During:	
	
After:	
	
How	much	do	you	agree	with	the	following	sentences:	
17.	I	am	challenged,	but	I	believe	my	skills	will	allow	me	to	meet	the	challenge.	
☹¨	1					¨2					¨	3					¨4				 	
	
18.	During	the	combination,	it	is	really	clear	to	me	how	I	am	doing.	
☹¨	1					¨2					¨	3					¨4				 	
	
19.	During	the	combination,	I	am	very	aware	of	the	people	watching.	
☹¨	1					¨2					¨	3					¨4				 	
	
200 
 
20.	During	the	combination,	my	attention	is	focused	entirely	on	what	I	am	doing.	
☹¨	1					¨2					¨	3					¨4				 	
	
21.	During	the	combination,	I	feel	like	I	can	control	what	I	am	doing.	
☹¨	1					¨2					¨	3					¨4				 	
	
	
22.	I	dance	automatically,	letting	the	movement	happen	naturally	and	without	
thinking.	
☹¨	1					¨2					¨	3					¨4				 	
	
23.	I	know	what	I	want	to	achieve.	
☹¨	1					¨2					¨	3					¨4				 	
	
24.	I	know	what	I	have	to	achieve.	
☹¨	1					¨2					¨	3					¨4				 	
	
25.	I	am	completely	focused	on	the	task	at	hand.	
☹¨	1					¨2					¨	3					¨4				 	
	
26.	Could	you	name	another	situation	where	the	experience	is	(was)	similar.	
	
	
27.	Any	other	comments.	
